'The Arethusa' Air and 'Hussey's Maggot' by Flood, W. H. Grattan & Broadwood, Lucy E.
  Musical Times Publications Ltd. is collaborating with JSTOR to digitize, preserve and extend access to The Musical Times.
http://www.jstor.org
'The Arethusa' Air and 'Hussey's Maggot' 
Author(s): W. H. Grattan Flood and Lucy E. Broadwood 
Source:   The Musical Times, Vol. 52, No. 815 (Jan. 1, 1911), pp. 26-27
Published by:  Musical Times Publications Ltd.
Stable URL:  http://www.jstor.org/stable/906573
Accessed: 11-02-2016 07:05 UTC
Your use of the JSTOR archive indicates your acceptance of the Terms & Conditions of Use, available at http://www.jstor.org/page/
 info/about/policies/terms.jsp
JSTOR is a not-for-profit service that helps scholars, researchers, and students discover, use, and build upon a wide range of content 
in a trusted digital archive. We use information technology and tools to increase productivity and facilitate new forms of scholarship. 
For more information about JSTOR, please contact support@jstor.org.
This content downloaded from 129.96.252.188 on Thu, 11 Feb 2016 07:05:27 UTC
All use subject to JSTOR Terms and Conditions
26 THE MUSICAL TIMES.-JANUARY I, 1911. 
lacunae were noticed in this "general" theory, yet it could 
not be denied that we have much to learn from Aristoxenus, 
and if incompetent misunderstanding was opposed to 
Westphal . . . . . . ..yet there were not wanting 
those who recognised his meritorious and timely act in 
founding a theory of modern musical rhythm on the sound 
basis of ancient theory, and I am glad to have been one of 
the first of those.' 
In the same author's ' Musik-Lexikon,' published in 1905, 
it is easy to trace the influence of Greek theory in articles 
dealing with rhythm; and several of the Aristoxenian 
'feet' are described and utilised to explain the elements of 
rhythmical construction. It does not seem, therefore, that 
Riemann looks upon Greek theory as exploded or fallacious. 
I have before me Mathis Lussy's ' L'Anacrouse dans la 
musique moderne,' 1903. In the glossary of technical terms 
I read, 'Alesure-Terme de comparaison, l'unit6, le mnekre 
avec lequel on mnesure la longueur des rythmes, des periodes, 
des phrases, des strophes, etc., dont une ceuvre musicale est 
composee.' On page 2, ' Les anacrouses jouent un r6le 
extraordinaire dans la musique ; elles sont l'Fme des yth/mes 
et, par consequent, de l'execution . . . Chantez la 
Marseillaise sans anacrouses [example given]; vous n'avez 
qu'un appel sans elan, sans entrain, sans 6nergie. On dirait 
un chant imasculk ; les Grecsl'auraient appel6 /uisic/astiqzue, 
c'est-a-dire, calme, religieux. Restituez les anacrouses, 
aussit6t le chant reprend son allure virile et guerriere, son 
elan enthousiaste.' 
The recognition of the significance of the anacrusis, the 
portion of a phrase which precedes the first bar-line, is a 
direct outcome of Aristoxenian teaching. 
Dr. Trotter alludes to the first subject of the fifth 
Symphony, and the first phrase of Beethoven's Op. 26. 
The first phrase of Op. 26 is a tetrapody, i.e., it contains 
four 'feet' ; or, in M. Lussy's sense, 3iesures. The 
accentuation and the melody rise together, till they culminate 
in a chief accent and a high note. Beethoven impresses the 
importance of the chief accent by sforzando. We may play 
this phrase in an unbroken legato, if we wish, or we may 
divide it by a caesura (a break in the legato) into two 
portions, as Aristoxenus would have done. If we divide it 
mathematically exactly we shall ruin it. But if we place the 
cesura thus : 
cesurca. 
anac. na sf 
cres. 
---r** - --- - 
we cause the second half-phrase to commence with an 
energetic anacrusis, which adds considerably to the dignity 
and strength of the phrase. I leave it to your readers to try 
the experiment, only premising that the anacrusis in the 
second bar must be joined in strict legato to the first note of 
the third, and given a very slight crescendo. 
I have already occupied too much of your space, so will 
only allude to the first movement of the fifth Symphony to 
say that the wonderful energy and strength of the whole is 
largely due to Beethoven's use of the anacrusis, as here : 
Monopod. Monopody. 
anac. anac. 
Tetrapody. 
. -. -- 
- - 
anac. 
anac, anac. i 
Va. V2. 
Rising melody and accentuation. Culmination. 
Great executants and great conductors feel these things 
instinctively : lesser musicians may have their appreciation 
and enjoyment of masterpieces much enhanced by a little 
definite rhythmical theory, to say nothing of their teaching 
powers being increased.--Yours faithfully, 
C. F. ABDY WILLIAMS. 
'TIlE ARETHUSA' AIR AND 'HUSSEY'S 
MAGGOT.' 
TO THE EDITOR OF 'THE MUSICAL TIMES.! 
SIR,-In reply to Mr. Kidson's letter on the above, I am 
sorry that he still prefers his own opinion to that of many 
distinguished English musicians, as to the Irish provenance 
of the air of ' The Arethusa.' O'Carolan composed this 
melody in I725-or perhaps earlier-and it passed over to 
England in 1728 or so. Many of O'Carolan's compositions 
were introduced with the ballad operas of the years 1729-34, 
and thus his 'Bumpers Squire Jones,' 'O'Rourke's noble 
feast,' and others became popular. Similarly with his 
'Princess Royal,' which was set by other Irish poets to Irish 
songs before the year 1740, a fact of which Mr. Kidson was 
evidently unaware. Nor can I follow his view as expressed 
in the new edition of Grove, that the tune had any 
connection orziznally with any English Princess, inasmuch 
as he himself admits that the tune is named 'Prince William' 
in Wright's Dances. And I should date the alternative title 
of 'Princess Royal' as 1733, or perhaps 1734, on the occasion 
of the marriage of the Princess Royal. It is regrettable 
that Mr. Kidson should describe the daughter of the Prince 
of Coolavin as 'an obscure descendant of a long extinct race 
of kings.' Miss Mary MacDermot (whom O'Carolan styles a 
' royal princess') was the daughter of the Prince and Princess 
of Coolavin, and she married Owen O'Rourke, a descendant of 
the Princes of Breffin. For this lady O'Carolan composed 
another song and tune, ' Marie an Cuilfhroin' (Fair-haired 
Mary). The MacDermots can proudly point to an unbroken 
lineage of nine centuries, and the late MacDermot, Attorney- 
General for Ireland, was de jure Prince of Moyburg and 
Coolavin. Yet it is not so surprising that Mr. Kidson 
should endeavour to claim such a characteristic Irish melody, 
for he includes Handel's March from 'Scipio' in his 'English 
Songs of the Georgian Period '-apparently unaware that it 
had been adapted by Theobald in 1728, and printed in the 
first volume of the Musical Miscellany in 1729. 
As to 'Hussey's Maggot,' it is undoubtedly an Irish dance 
tune of the early I8th century, but soon got popular in 
England, like the Irish tune to which ' Nancy Dawson ' was 
set. The fact of it having been printed under a number of 
different itles is not at all uncommon. The Irish jig ' Top 
of Cork Road'-better known as 'Father O'Flynn'-was 
printed in 1779 as 'Yorkshire Lasses'; and the Irish 
'Rakes of Mallow' has been recently published as the ' Rigs of Marlow ' !-Yours faithfully, 
W. H. GRATTAN FLOOD. 
TO THE EDITOR OF 'THE MUSICAL TIMES.' 
SIR,-In connection with the revival of a discussion on the 
old tune ' The Princess Royal,' or 'The Arethusa,' first so ably 
dealt with by Mr. Frank Kidson in the Musical Times for 
October, 1894, a traditional Sussex version, which I noted 
seventeen years ago, may be of interest. The singer, 
Henry Burstow-shoemaker by trade, but bell-ringer and 
local songster by choice and fame-was born in 1826. He 
is of old Saxon stock, and has in the course of his long 
life only slept six times out of his native town. His father 
and grandfather, equally attached to Sussex throughout their 
lives, were famous there as singers of old songs. Henry 
Burstow learned *' Boney's Lamentation' first, at the age of 
six, from his father. The song sets forth Bonaparte's career 
up to the time of his abdication only, and was therefore 
composed in 1814. The tune, sung in spirited march-time, 
forms somewhat of a link between 'Rodney's glory,' quoted 
by Mr. W. Grattan Flood in your issue of November last, 
and some old-printed versions of the 'Princess Royal' or 
'Arethusa' tunes. The Sussex version is in regular time 
(thus agreeing with the best-known printed versions, and 
also with the many variants noted of later years by folk-song 
collectors in England), whereas Mr. Flood's air has an 
irregular fifth bar twice in the first half of the tune, which a 
little weakens the martial effect of the old air. Will not 
* See 'English Traditional Songs and Carols.' L. E. Broadwood. 
(Boosey & Co.) 
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Mr. Flood give your readers the source for his tune and 
word-s, as this would add much to the value of his interesting 
comments? 
The tune 'To Rodney we will go,' also referred to by 
Mr. Flood, must be studied in the light of Mr. Kidson's 
excellent article in the Musical Times for May, 1895. It 
is recognised by song-collectors in England as one of the 
stock tunes amongst the least old and interesting sung by 
the unlettered. Various sets of rather worthless words, as 
well as doggerel songs on historical or local persons, are 
sung to the air. 'With Collingwood we'll go' is one Sussex 
version, Collingwood being the naval hero of Nelson's time, 
and the contemporary of Rodney. 
As to the birthplace or parentage of the above tunes: 
who can, who need decide ? Certain it is, that two such 
musical nations as the English and Irish have not inhabited 
the same islands for centuries without a plentiful exchange 
of verse and melody. The migration of song and legend is 
as complex a subject as that of races. Who shall say what 
sailor, soldier, settler or gipsy first sang his song or told his 
story in a strange land ? Who can tell what song or story 
he learned there ? If foreign countries have exchanged 
naturally and freely in this manner, how much more must not 
the peoples of our British Islands have given and taken 
amongst each other, each race impressing its national touch 
upon the material borrowed ? But is it not an honourable 
and happy thing to unite in admiring and preserving a 
stirring song, no matter where, or by whom, composed or 
transmuted ? 
As an instance of how complex the matter of 'nationality' 
is, let us assume that Dr. Flood's surmise is correct, 
and that Hussey, a gentleman-piper of the mid-I8th 
century, did compose the original of the tune to which the 
titles 'To Rodney we will go' and 'Hussey's Maggot' 
have, amongst so many others, been attached. Now, the 
distinguished families of Hussey, both in England and 
Ireland, claim as their common ancestor Hubert Husey, a 
Norman nobleman settled in England at the time of the 
Conquest. From him descended Sir Hugh Hussey, who 
went from England to Ireland in the time of Henry II., 
acquired property and settled there, being the ancestor of 
the Irish Husseys. These appear to have usually married 
with families likewise of Anglo-Norman stock; but let us 
suppose that occasionally some Celtic blood may have 
been introduced: Of what nationality is Mr. Hussey's 
composition ? 
LucY E. BROADWOOD. 
84, Carlisle Mansions, London. 
BONEY'S LAMENTATION. 
[OR ABDICATION.] 
At - tend, you sons of high re -nown,To these few lines which 
I pen down: I was born to wear a state-ly crown,And to 
rule a wealth-y na - tion. I am the man that 
beat Beau-lieu, And Wurmser's will did then sub-due; That 
great Arch-duke I o - ver-threw; On ev - 'ry plain my 
men were slain. Grand treasures, too, I did ob - tain, And 
got ca - pit - u la - tion. 
EXPLANATIONS FOR AUDIENCES. 
THE ' MESSIAH' (HANDEL). 
TO THE EDITOR OF 'THE MUSICAL TIMES. 
SIR,-For many years I have thought how very helpful it would be towards the better understanding and fuller 
appreciation of the ' Messiah,' in all places where it is 
performed, if conductors of provincial choral societies would in public, either free or at a very small charge, a week or so before such performance, give an explanation of the 
oratorio, with illustrations sung and played. This explanation should deal with prophecies of the 
coming of the Messiah, and the various points in Christ's 
career, noting the Advent portion-Nos. 5, 6, 7: 'Thus 
saith the Lord,' ' But who may abide,' ' And He shall purify the sons of Levi' (the tribe from which the priesthood were 
selected), ' The darkness covering the earth and gross darkness the people,' followed by 'O thou that tellest 
. . . arise, shine, for thy Light is come,' and 'For unto us a Child is born,' with the announcement o the 
amazed shepherds of the birth of the Saviour ; the passion, 
death, resurrection, ascension, worship of angels ; the 
preaching of the gospel resented by the heathen ('Why do the nations so furiously rage together?' 'Let us 
break . . ') ; ' The triumph of the Lord,' ' Hallelujah ! for the Lord God omnipotent reigneth'; the mystery of the Resurrection, 'Behold, I show you a mystery'; 'The 
trumpet shall sound'; the sevenfold ascription in 'Worthy is the Lamb. Amen.' 
CONDUCTOR. 
A DICTIONARY OF WRITERS ON MUSIC. 
TO THE EDITOR OF 'THE MUSICAL TIMES.' 
SIR,-Being engaged in collecting materials for an 
'International bibliographical dictionary of writers on music,' 
I shall be obliged if British and foreign publishers and 
authors will supply me with lists of their works in volume 
form (published and about to be) relating to the history and 
criticism of music for insertion in my book. It will contain 
notices of about 5,ooo authors, from the earliest times to the 
present, including editors and leading contributors to the 
musical journals, musical critics and lecturers, and literary men and women, travellers, and others, who have contributed 
valuable reminiscences of music and musicians. It will also 
be the first work of its kind in any language, the existing 
German, French, and English 'Dictionaries of music and 
musicians' consisting mainly of biographies of composers, 
singers and instrumentalists, and the writers on music having 
only a secondary and limited space. The leading idea will 
be to produce a book of reference and give only facts, and to 
exclude opinions as far as possible.-Yours faithfully, 
25, Speenham Road, ANDREW DE TERNANT. 
Brixton, S.W. 
obituarv. 
We regret to have to report the following deaths: 
The oldest professional musician in Ireland - Mrs. 
McGUCKIN-passed away on December 5, in her ninety- fourth year. Born on May 17, 1817, Mrs. McGuckin was 
organist of Tandragee Church, co. Armagh, for over twenty 
years. She was the mother of Mr. Barton McGuckin, 
the distinguished tenor, to whom she gave his early training. 
The remains were interred at Mount Jerome on December 9. 
Mr. JOSEPH GODDARD, at Hampstead, on December 9. 
Mr. Goddard was known chiefly as a musical essayist. His 
writings include 'Philosophy of music,' ' Musical develop- 
ment,' ' A study of Gounod's " Redemption,"' ' The deeper 
sources of the beauty and expression of music,' and 'The 
rise of music.' His 'Comparative view of the development of opera in Italy, Germany, France, and England' will 
shortly be published. He was also a composer. Mr. 
Goddard was born in 1833. 
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